estabamos mejor" 'We were better off against Franco' (qtd. in Moret 26, emphasis added Nora has articulated, in the case of Montalban's novel it becomes a site of counter-memory, a massive memorial of resistance. In a parodical reversal of conventional epitaph inscriptions on tombstones, the advertisements for the novel in Spanish newspapers carried as its sole promotional pitch the statement: "Tus enemigos no to olvidan" 'Your enemies will not forget you.' The resistance to the erasure of collective memory appears to clash harshly with the very idea of ghosting Franco's autobiography, no matter how fictional or ironic an enterprise it might be. Critically acclaimed as a literary tour de force, the novel reveals, in Tecglen's words, the author's "professional schizophrenia" resulting from the dramatic authorial split as Franco's fictional ghostwriter and anti-Franco public persona, refracted internally in the split narrator of the text. This monumental construction of language and memories puts forth a metafictional examination of the conflicting relationship between history and fiction. Challenging traditional notions of authorship, referentiality, and self-referentiality, Autobiografia del general Franco obliges us to examine the dissonant discourses of historiography and memory and to ascertain the political function of writing as counter-discourse. A paradoxical characteristic of postmodern fiction is, according to Linda Hutcheon, that in spite of being "intensively self-reflective and parodic, it also attempts to root itself in that which both reflexivity and parody appear to short-circuit: the historical world" (Hutcheon x ). Her proposed model of "historiographic metafiction" encapsulates postmodern thought in its problematization of the notions of history and fiction as human 2 Studies in 20th & 21st Century Literature, Vol. 21, Iss. 2 [1997] , Art. 3 https://newprairiepress.org/sttcl/vol21/iss2/3 DOI: 10.4148/2334-4415.1422 constructs by means of underlining "the concept of process at the heart of postmodernism" (xi) . In Autobiografia, Montalban foregrounds the essential ideological nature of all historiographic constructions, substituting a multiplicity of partial truths and subjective memories for the claims to historical objectivity guided by a single truth, while at the same time revealing the scaffolding apparatus of its own construction. Montalban's historiographic metafiction is constructed as a discursive process in constant formation and reformulation taking place before the reader. Throughout the novel we witness two parallel textual processes. On the one hand, we read the pseudo-autobiographical reconstruction of Franco's life as commissioned by the publisher Ernesto Amescua from Marcial Pombo, an old anti-Francoist fighter and unsuccessful second-rate writer.' Against the flow of this narrative another parallel counter-text aiming at relativization and contextualization is inserted by Pombo. This constant textual interruption is Pombo's "talking back" to Franco, which creates the "noise" violently interrupting the flow of the monolithic official discourse and progressively seems to take charge of the narrative.
Montalban's novel offers a clear example of Bakhtin's notion of dialogism, as the textual stratification in the novel of differentiated voices or various social speech types in opposition to the centripetal unitary force of monological discourse. For Bakhtin, the novel is the site of a struggle of social heteroglossia originated by centrifugal forces, and it is manifested in its double-voiced discourse. In Dominick La Capra's rewording of Bakhtin's original concept, the novel is an enactment of a "dialogical interplay of often dissonant 'voices' and ideological currents" (208 universo" 'is linked to the degree of relative disorder of the universe,' in contrast to the "grado del orden impuesto por la serial" `degree of order imposed by the signal' (5). Noises are elements of disorder which constitute unsettling interferences within the discursive system. Technological advancement has developed ways of controlling and reducing these noises by artificially reaching extremely low temperatures approximating to "ese limite imaginado por fisicos bajo el nombre de cero absoluto" 'that limit imagined by physicists under the name of absolute zero' (5). As Foucault has shown in his critique of the development of natural and social sciences, there is an intimate relationship of knowledge and power in the production of discourse (Power/Knowledge). In other words, the sanctioning power of authoritative knowledge is imparted through discourse. It is in the name of objective reasoning and order that discourse is able to regulate subjectivity and non-conformity. The noise controlling function of ideology corresponds to that same "absolute zero" degree of objectivity imagined by historiography, as we shall see later. Much more explicitly, Amescua explains to Pombo his theory of noises in rather patronizing terms: Pombo's strategy is to expose Franco's objective contradictions, the multiple fissures in his discourse, by revealing the dissonances between the said and done, the discrepancies between the written and the rewritten. This is achieved by the juxtaposition of contradictory voices and texts, many of them originated by Franco's collaborators or by the dictator himself, who has had to radically modify his opinions and interpretations according to the changing political and economic situation at home and abroad. The noises produced by these dissonant voices are a severe disturbance. They present an oppositional front, constituting a form of resistance against hegemonic discourse. Since these noises possess an inherently subversive, destabilizing quality, they must be suppressed at all costs. Unlike the case of Bakhtin's naive singlevoiced author who chooses to "purge his work of speech diversity" and "mistakes social overtones, which create the timbres of words, for irritating noises that it is his task to eliminate" (327, emphasis added), the process of noise elimination occurs in Montalban's novel with full awareness on the part of the narrator of its ideological implications. The purpose of this cleansing operation is, as David Herzberger has noted in a different context, "to arrest dissonance in the discourse of history" (34). The book publisher, as an institutional part of the "communications Ideological State Apparatus" in Althusser's theory of ideology, finally exercises its disciplinary power and decides to eliminate all the noises in Pombo's novel, both the personal and the collective, the subjective and the objective. The effect produced is the erasure of the marks of historical memory, as Amescua himself announces: "Estos ruidos pertenecen a una vision critica de la Historia que cads vez tendra menos sentido, que pertenece a la memoria de los que convivieron con Franco, ni siquiera es estrictamente to memoria" 'These noises belong to a critical vision of History that will have less and less meaning, and this belongs to the memory of those who lived with Franco, and strictly speaking it is not even your memory ' (651 (653) The double text-within-the-text strategy permits Montalban to expose with jarring effect and piercing irony the dangers, pitfalls, and limitations of the intellectual in society. The novel as a whole, however, does not succumb or surrender to these external pressures, since the "silenced" noises are already fully inscribed in the ear and memory of the reader, without undermining the dissonant voices of counter-memory. Pombo's defeat does not grant Franco a new
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The point-counterpoint narrative strategy employed by the narrator is encapsulated in Pombo's address to his fictional antagonist: "permitame que irrumpa . . . en este largo viaje autobiografico que compartimos" 'Let me interrupt . . . this long autobiographical journey we are sharing' (64). He retrospectively refers to the text as "nuestra autobiograffa" 'our autobiography' and "nuestro trabajo" `our work' (647), acknowledging that it goes beyond the customary individual account of one's life, (even in the shape of collaborative ghost-writing) to become a collective self-portrait of historical proportions. The narrator's split ultimately reveals the impossibility and undesirability of historicist objectivity and the need for a multisubjective revision of history. Underneath this strategy lies a profound critique of traditional historical discourse, challenging the institutionalized system of historical representation and interpretation. In a typical postmodern fashion, Montalban simultaneously installs and destabilizes the conventional conceptualization of historiography by means of using and questioning the strategies of historiographic representation and the metafictional unveiling of the discursive mechanisms of narration at work.
The discordant coexistence of contradictory versions of history leads to the questioning of mediation and agency in the process of historiographic construction and calls the reader's attention to the act of interpretation and almost inevitable manipulation of the historical record. Confronted with a multiplicity of individual versions and truth-claims, we are continually reminded as readers to question the mediator's position and ideological underpinnings. The multiple layers in the narration emphasize the constructed nature of historical and fictional discourse. History differs from "reality" in that its discourse necessarily superimposes an explanation upon "the bare reality" of facts; like fiction, history operates by means of a selective eye with narrative mechanisms of order and control. In an instance of metafictional self-reflection upon his work, Pombo concedes a basic difference between "facts," which simply are events devoid of causality or explanation, and "acts," the interpretative result of those events. For Pombo, historical discourse is always based on acts of interpretation. In his recapitulation, he concedes that "no era lo exhaustivo de los hechos el empeflo, sino lo exhaustivo del sentido de los actos. Los hechos no tienen sentido. 15
Los actos si" 'the intention was not the exhaustiveness of the events but the exhaustiveness of the meaning of the acts. Events have no meaning. Acts do' (647). The forgery of history, its falsification, is a recurrent preoccupation throughout the novel. All sides openly criticize it, but none is immune to its effects. Franco himself recognizes the forgery of history, but, not surprisingly, he attributes it to the work of his political enemies, which he identifies as the traditional enemies of his concept of Spain. Thus, he refers to "aquellos biOgrafos miserables que han tratado de falsificar el sentido de mi vida porque en el fondo querian falsificar el de Espafia" 'those miserable biographers who have tried to falsify the meaning of my life because at heart they wanted to falsify Spain's' (45) . Franco purports to convince the reader that is the traditional "enemies of Spain" (including leftists, separatists, Freemasons, and Jews in Franco's definition) are to blame for the divergence from the official history in their historical interpretation of facts.
Franco's discourse is constructed from the hegemonic position of absolute control of power and history. This unilateral monopolizing control of the historical record is questioned by Pombo, who, in an effort to set the record straight, to tell the other side of the story, must reveal the fissures in Franco's discourse and expose the flaws of his falsifying narrative, while inscribing his own counterdiscourse. After all his efforts, however, Pombo finally discovers, (652) To the struggle against Franco, both in his life and his text, Pombo must now add the struggle against the publisher's mediation for his own inclusion in the novel, his only chance of recuperating a part of his memory. As Pombo states his ethical position: "Los historiadores del futuro, incluso los del presente, no habran tenido la vivencia de la crueldad, la desfachatez, la mediocridad del franquismo" (sic) 'historians of the future, even of the present, will not have had the experience of the cruelty, shamelessness, and mediocrity of Francoism' (651) . To Ernesto Amescua, however, the purpose of history is a different one; its only interest must be the events devoid of moral implications brought in by interpretation: "La Historia solo puede tener un sentido fictico, lo que esti hecho, hecho esti y solo interesa resaltar lo curioso de su causalidad, no la moral de su causalidad" 'History can only have factual meaning, what is done is done, and the only interest is in highlighting the peculiar of its causality, not the moral of its causality' (652). In Pombo's view, Amescua's factual approach resembles the anesthetizing and sanitizing ideology of objective historiography:
En el comportamiento de Ernesto adverti el mismo espiritu que el de esa pandilla de historiadores objetivos, que estan reescribiendo su historia, general, llenandolo de si pero no y de no pero si, en busca de la asepsia historica, del desodorante de la historia que evite el olor de la sangre y la carrofia. In Ernesto's conduct I sensed the same turn of mind of that gang of objective historians, who are rewriting your history, general, filling it with ifs and buts and maybes, in search of historical asepsis, of a deodorant for history which will spare the smell of blood and rotting flesh. (652) Pombo, and indeed Montalban, reserves his sharpest criticism for the "neutral" historiographers unwilling to recognize their own complicity and inscription within the historical discourse they write.
His criticism reveals the ideological implications in the writing of history. For Pombo, the cleansing of the historical record is another form of falsifying history because it erases a great part of unwanted history. This impossible absolute zero degree of historical objectivity would preclude subjective memory and collective suffering from being a part of the historical record.'° Confronted with the reality of his defeat, Pombo pessimistically acknowledges historiography's inability to register the noises of resistance: "la Historia es biplana y en ella no caben los ruidos, sean gemidos o gritos de rabia y terror" 'History is two dimensional and there is no room in it for noises, be it groans or screams of rage and terror' (663). Resisting this historical and narrative ending, he finally delegates to the reader the responsibility for the last judgment: "Al fin y al cabo yo no era responsable exclusivo del juicio de la Historia, yo no era la conciencia exclusiva del mundo. i,Por que debla asumir la empresa de resucitar a sus victimas, general?" 'After all I was not exclusively responsible for the judgment of History, I was not the exclusive consciousness of the world. Why should I take on the enterprise of bringing your victims back to life, general?' (653). There remains for him at least the partial consolation that even without his direct opposing voice and the critical "noises," there is enough proof in Franco's own discourse "para autocondenarse al infierno de la memoria del futuro" 'to damn himself to the hell of future memory' (653). The tightly knit narrative structure of the novel, with its introduction and epilogue and its alternating discourses, conceals its resistance to narrative closure. The novel makes a point of contradicting Franco's famous last words: "Yo to dejo todo atado y bien atado" 'I leave everything tied up and tightly tied up' (644) by undoing every single knot of Franco's narrative. In the end, the narrative tension is apparently resolved but the dissonance produced by the unresolved chord of memory is still ringing in the reader's ear.
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